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UNDERSTANDING COMICS 
































































































THE AKTFORM —THE MEP/VM--KHOV1H 

as comics is a vessel which can 

HOLD ANY WSM9ee OF /DBAS AND fMA&BS. 



















































































-AND X /- 

IN MOST CASES, V BUT, X 
THIS IS THE ONLY . WITH A SPCC/FtC \ 
DEFINITION WE'RE / DEFINITION 

LIKELY TO X UNDER OUR ) 

v HSFD. XX BELTS- y 


y —PERHAPS X 
r WE CAN SHED \ 
SOME KFIYUGHT 
l ON THE WSTORX I 

V com res. y 


MOST BOOKS 
COMICS BEGIN 
SHORTLY BEFORE 
THE TURN OF THE 
CENTURY BUT X 
THINK WE CAN 
VENTURE A BIT 
l FARTHER THAN „ 
V THAT y 



SEQUENTIAL 


















































































AAAAA -0^5 n 


P AT FIRST GLANCE, ^ 

I egypt/an wepoglyphics \ 

WOULD SEEM TO FIT 
L OUR DEFINITION J 

^Afl?FFC72y: 

but much 

W DEPENDS ON OUR USE , 
ft OF THE WORD J 

L . “pictorial:' A 


/ I'M X 
/ USING IT \ 

/ TO INDICATE \ 
/ AT LEAST SOME \ 

fesem&lahce \ 

f TO THE SUBJECT. 
BUT THESE GLYPHS / 

V REPRESENT ONLY / 

« 90OPIPS not / 
UNLIKE OUR / 

L ALPHABET. / 
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l xp'ku im 


HERE'S THE ^ 

r COMPLETE scene * 
FAINTED OVER 7ff/PTY-m 
CENTL/P/ES Aso for 
THE TOMB OF '/VIENNA: 
S. AN ANCIENT EGYPTIAN 
X SCK/BE. ^ 


GOING 

UP 

THIS TIME/ 


7 AS WOULD BE ^ 
DONE 2,700 YEARS 
ZA7EZ IN MEXICO, THE 
EGYPTIANS READ THEIR 
V COMICS Z/G-ZAG. 


MORE /VGQKiy COMPLETE, ANYWAY 



filPKawi 


*5 


HIbItmh 

BP ^ ^Kj 

B^S 

ik p 
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-AS LOYAL SCRIBES NOW AN OFFICIAL 
RECORD THE YIELD USES A MEASURING 

ON THEIR TABLETS. ROPE TO Sl/XVEY 

7WE LAWZ> AND 
DECIDE HOW MUCH 
WHEAT IS OWED IN 
TAXES. 




IMI 



■ 

on 

A 


there 15 \ 

OWE EVENT WHICH \ 
LOOMS AS LARGE \ 
IN COMtCS HISTORY ) 
AS IT DOES IN THE / 
HISTORY OF THE / 
. WXfTTEN / 


\PWrV77VG. 





















































A HAFLOrs PROGRESS 
AND ITS SEQUEL 
"A RAPE'S PROGRESS “ 
PROVED SO POPULAR, 
NEW COPYRIGHT 
LAWS WERE CREATED 
TO PROTECT THIS 
NEW FORM. 



. THE FATHER OF THE MODERN COMIC IN MANY . 

IS RODOtPHFT&PFFER, WHOSE LIGHT SATIRIC PICTURE 
STORIES, STARTING IN THE MID- I800‘S, EMPLOYED 
CARTOONING AND PANEL. BORDERS, AND FEATURED 
- ; FIRST INTERDEPENDENT COMBINATION OF 
'ORDS AND PICTURES S EEN IN EUROPE 


ways^^B 

URE 

:D H 
TURED / 

iZZ 



UNFORTUNATELY, 
TbPFFER HIMSELF 
FAILED TO GRASP 
AT FIRST THE FULL 
POTENTIAL OF HIS 
INVENTION, SEEING 
IT AS A MERE DIVERSION, 
A SIMPLE POESY... 



“IF FOR THE FUTURE, 
HE [TOPFFER] WOULD 
CHOOSE A LESS 
FRIVOLOUS SUBJECT 
AND RESTRICT 
HIMSELF A LITTLE, HE 
WOULD PRODUCE 
THINGS BEYOND ALL 
CONCEPTION." 

'Goethe 


EVEN SO, TOPFFER'S 
CONTRIBUTION TO THE 
UNDERSTANDING 
OF COMICS IS 
CONSIDERABLE, IF 
ONLY FOR HIS 
REALIZATION THAT 
HE WHO WAS NEITHER 
ARTIST NOR WRITER— 



- HAD CREATED AND 
MASTERED A FORM 
WHICH WAS AT ONCE 

BOTH and NEITHER. 
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BUT EVEN IN 
WAf CENTURY, 
OUR DEFINITION CAN 
HELP TO ILLUMINATE 
THE WORKS OF SOME 
UNSUNG HEROES. 



SOME OF THE MOST /A/SP/PFD AND /NA/OVAT/VE COMICS 
OF OUR CENTURY HAVE NEVER RECEIVED RECOGNITION AS COMIC 
NOT SO MUCH //V SPTTE OF THEIR SUPERIOR QUALITIES 
AS BECAUSE OF THEM. 





pg 

nicr an*fS 


HEART 0 ' 




AND SO, COMICS' 
LOW SELF-ESTEEM IS 
SEl P-P6PPE7UA 7/NO/ 
THE HISTORICAL 
PERSPECTIVE 
NECESSARY TO 
COUNTERACT COMICS' 
NEGATIVE IMAGE IS 
OBSCURED &Y THAT 
NEGATIVITY. 
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QUITE A DfFFerewr 
CASE IS MAX ERNST'S 
SURREAL "COLLAGE 

Mover: a yveere 

v OF K/MPJVESS ^a 


/ THIS 182 PLATE ^ 
SEQUENCE OF COLLAGES” 
IS WIDELY CONSIDERED 
A MASTEKF/ece OF 
20 w ceMTi/Fy AFT, 
BUT NO ART HISTORY 
TEACHER WOULD DFfAM 
. OF CALLING IT A 

V "connres Y 


/ YET, DESPITE XI 
/ THE LACK OF A 1 

' coweFTfowu sroey, 

THERE IS NO MISTAKING 
THE CENTRAL ROLE WHICH 

secu/ewce plays 

IN THE WORK. ERNST 
DOESN'T WANT YOU TO 
i MOWS? THE THING, 
L HE WANTS YOU TO y 
READ IT//0T 
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IF WE DON'T EXCLUDE 
PHOTOGRAPHY FROM 
OUR DEFINITION, THEN 
HALF OF AMPPrCA 
HAS SEEN IN COMICS 
AT ONE TIME OR 
ANOTHER. 


IN SOMP COUNTRIES^ 
PHOTO-COMICS ARE, IN 
FACT, QUITE POPULAR. 




com ics (kom'iks)n. plural in form, 
used with a singular verb. 1. 
Juxtaposed pictorial and other 
images in deliberate sequence, 
intended to convey information 
and/or to produce an aesthetic 
response in the viewer. 


FOR ALL 

THE DOORS THAT 
OUR DEFINITION OPPfVS, . 
THERE IS ONE WHICH 

it closes. 




SUCH SINGLE PANELS 
MIGHT BE CLASSIFIED 
AS COMLC AVT * 
IN THE SENSE THAT 
THEY DERIVE PART 
OF THEIR VISUAL 
rrnr/ini// a try 
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BUT I SAY THEY'RE 
NO MORE COMICS 
THAN THIS STILL OF 
w/HP/wey eo&Afir 
is F7LM' 



THIS SAME S/NGLE 
PANEL MIGHT ALSO 
BE LABELLED COMICS 
FOR ITS JUXTAPOSITION 

OF WOK0S AND 





OF COURSE, IF 
ANYONE WANTS TO 
WRITE A BOOK 
TAKING THE OPPOSITE 
VIEW, YOU CAN BET 
I'LL BE THE FIRST IN 
LINE TT> R/JY A 
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THOSE OF YOU WHO 
MAKe COMICS FOR 
A LIVING— OR 

would i/tre to, 

SOMEDAY-PROBABLY 
KNOW THAT KEEPING 
UP WITH ALL THE 
ADVANCeS IN 
TODAY'S COMICS IS 
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THE VOCABULARY OF COMICS. 

i 




SEE PAGE 216 FOR MORE INFORMATION 
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THIS IS NOT A 
FACE. 


THESE ARE NOT SEPARATE 
MOMENTS. 
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THAT'S A BIT BROADER 
THAN THE DEFINITION 
IN MY DICTIONARY, 
BUT IT’S THE CLOSEST 
THING TO WHAT I 



THE SORTS OF 
J IMAGES WE 
I USUALLY CALL 
I SYMBOLS ARE _ 

I ONE CATEGORY I 

OF ICON, 
HOWEVER. 


OK© 

4® 



THEN THERE 
ARE THE ICONS 
OF £ANGUAGE, 
SC/EKCE AND 
COMMVMCAT/ON 


A 1 

e i 

c 1° 

aJ 

>i 

3 1** 

? 1 

= i 

! 1* 

®l 

A 

\ffi\JS 

+ l 

=i 

M + 

aj 

*1 

1*1* 

u 

aJ 

J|a 

Rj 

aJ 

-|°° 

JLl 

±i 


dd|^>|q|[=3 



AND FINALLY, THE ICONS WE CALL PICTURES: 
IMAGES DESIGNED TO ACTUALLY RESEMBLE 
THEIR SUBJECTS. 
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IN THE A/O/V- 
PICTORIAL ICONS, 
MEANING IS F/XEL 
AND FSSOLL/TE 
THEIR APPEARANCE 
DOESN'T AFFECT 
THEIR MEANING 
BECAUSE THEY 
REPRESENT 
//VV/S/FLE 



OTHERS LIKE 

VOURS TRULY, ARE 
QUITE A MM MORE 
ABSTRACT AND, IN 
FACT, ARE VERY 
MUCH L/NL/KE 
ANY HUMAN FACE 
YOU'VE EVER SEEN/ 
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DEFWWG THE 
CARTOON WOULD 
TAKE UP AS MUCH 
SPACE AS DEFINING 
COM/CS, BUT FOE 
NOW, I'M GOING TO 
EXAMINE cartooning 
AS A FORM OF 
AM PL rp/CA TfOW 


THROUGH 
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FILM CRITICS WILL 
SOMETIMES DESCRIBE 
A LIRE-ACTION FILM 
AS A "CARTOON* TO 
ACKNOWLEDGE THE 
STRIPPED-DOWN 

wrer/s/rr of a 

SIMPLE STORY OR 
VISUAL STYLE. 


THOUGH THE TERM IS OFTEN USED 
DISPARAGINGLY, IT CAN BE EQUALLY 
WELL APPLIED TO MANY 77A0E-TPSTED 
CLASS/CS SIMPLIFYING CHARACTERS AND 
IMAGES TOWARD A PURPOSE CAN BE AN 
EFFECTIVE TOOL FOR STORYTELLING IN j 

A/vy medi um. 


CARTOONING ISN'T 
JUST A WAY OF DRAWWG. 
IT'S A WAY OF 
SEEING r ^ 



THE ABILITY OF 
CARTOONS TO POCL/S 
OUR ATTENTION ON 
AN IDEA IS, I THINK, 
AN IMPORTANT PART 
OF THEIR SPECIAL 
POWER, BOTH IN COMICS 
AND IN DRAWING 




BUT I BELIEVE THERE'S 
SOMETHING MORE AT 
WORK IN OUR MINDS 
WHEN WE VIEW A 
CARTOON--ESPECIALLY 
OF A HUMAN FACE- 
WHICH WARRANTS 
FURTHER 
INVESTIGATION 




THE FACT THAT 
YOUR MIND IS 
CAPABLE OF TAKING 
A CIRCLE, TIRO POTS 
AND A LINE AND 
TURNING THEM INTO 
A PACE IS 
NOTHING SHORT OF 
INCRED/BLET 



BUT STILL MORE 
INCREDIBLE IS THE 
FACT THAT YOU 
CANNOT AVOID 
SEEING A FACE HERE. 
YOUR MIND WON'T 
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ASK A FRIEND TO DRAW 
YOU SOME SHAPES ON A 
PIECE OF PAPER. THEY 
SHOULD BE CLOSED 
CURVES, 8UT OTHER¬ 
WISE CAN BE AS WEIRD 
AND IRREGULAR AS 
-HE OR SHE WANTS. 






/VOW YOU'LL FIND 
THAT NO MATTER 
WHAT THEY LOOK 
LIKE, EVERY SINGLE 
ONE OF THOSE SHAPES 
CAN BE MADE INTO A 
FACE WITH ONE SIMP1.E 





r WE ^ 
HUMANS 

SELF<ENTERED 
RACE. j 
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WE SEE 
OURSELVES 
IN 

EVERYTHING. 



r we % 

ASSIGN 
IDENTITIES 
AND EMOTIONS 
WHERE NONE 
^ EXIST. j 
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vou KNOW you 

SMILED BECAUSE 
YOU TRUSTED THIS 
MASK CALLED YOUR 
FACETO RESPOND? 

BUTTHE FACE VOU^ 
SEE IN YOUR M/ND 
IS NOT THE SAME AS 
OTNBKS SEE' 






















































EACH ONE AISO SUSTAINS A CONSTANT AWARENESS OF HIS OR 
HER OmV FACE. BUT TH/S MIND-PICTURE IS NOT NEARLY SO 
VIVID; JUST A SKETCHY ARRANGEMENT... A SENSE OF SHAPE... 

A SENSE OF OEHERAl PIACEMEHT 



SOMETHING 

as simple 
AND AS 
&AS/C - 



CARTOOAl. 


THUS, WHEN YOU 
LOOK AT A PHOTO OR 
REALISTIC DRAWING 
OF A FACE-- 


BUT WHEN YOU 
ENTER THE WORLD 
OF THE CAR TOOK-- 


I BELIEVE THIS IS THE PR/MARY CAUSE OF 
OUR CHILDHOOD FASCINATION WITH CARTOONS, 
THOUGH OTHER FACTORS SUCH AS UN/VERSAL 
/DEUT/EtCAT/OW, S/MPL/C/TY AND THE 
CH/LVUKB FEATURES OF MANY CARTOON 
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I VOU&T IT/YOU 
WOULD HAVE BEEN 
FAR TOO AWARE OF 

THEy*f esseal&ex 

TO FULL/ RECEIVE 



YOU GIVE ME LIFE 
BY READING THIS 
BOOK AND BY 
"rriurve up" 
THIS VERY /CON/C 
(cartoon y) FORM. 



APART FROM WHAT 
LITTLE X TOLD YOU 
ABOUT MYSELF IN 
CPAPTFR one, I'M 
PRACTICALLY A 
PLAMAC SLATE/ 



WHO I AM IS 
IRRELEVANT. I'M 
JUST A LITTLE 
PIECE OF you. 



IT WOULD NEVER EVEN 
OCCUR TO YOU TO 
WONDER WHAT MY 
POL/TICS ARE, OR 

WHAT I HAD FOR 
LUHCH OR WHERE I 
GOT THIS S//IY 



BUT IF WHO I AM 

MATTERS £ - 

MAYBE WHAT I 
WILL MATTE 







































































































































IF ONE CAR tf/T§ ANOTHER, THE DRIVER 
OF THE VEHICLE BEING STRUCK IS MUCH 
MORE LIKELY TO SAY- 



THAN "HE HIT MY CARS 

OR "HIS CAR HIT MY CAR", FOR THAT MATTER 


OUR rUENTTT/BS AND AWARENESS ARE 
INVESTED IN MANY /NAN/NATE OSUECTS 
EVERY DAY. OUR CLOTHES, FOR EXAMPLE, 
CAN TRIGGER NUMEROUS TRANSFORMATIONS 
IN THE WAY OTHERS SEE US AND IN THE 
WAY WE SEE OURS BLUES 



38 






































39 








































































40 
















































-AND THROUGH 
THE CARTOON, 
THE WORLD 

W/77///V. 


INANIMATE OBJECTS 
MAY SEEM TO POSSESS 
SEPARATE /DENT/7/ES 
SO THAT IF ONE 
JUMPED UP AND 
STARTED S/NGJNG 
IT WOULDN’T FEEL 
OUT OF PLACE. 


* 2 ^ 
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TINTIN © EDITIONS CASTERMAN. 




























































IN AMERICAN COMICS, THE EFFECT IS USED 
FAR LESS OFTEN, ALTHOUGH IT HAS CREPT UP 
IN THE WORKS OF ARTISTS AS DIVERSE AS 
CARL BARKS, JAIME HERNANDEZ AND IN 
THE TEAM OF DAVE S/M AND GERHARD 




THANKS TO THE 
SEMINAL INFLUENCE 
OF COMICS CREATOR 
OS AMU TEZUKA, 


A LONG, RICH HISTORY 
OF ICONIC CHARACTERS. 



^ BUT, IN ^ 

RFCENT DECADES 
JAPANESE FANS ALSO 
DEVELOPED A TASTE 
FOR FLASHY, PHOTO¬ 
REALISTIC ART. 



ART e HAYASI AND OS IMA. 
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•SOON, SOME OF THEM 
REALIZED THAT THE 

OBJECTIFYING POWER 

OF REALISTIC ARTS 
COULD BE PUT TO 
OTHER USES 



FOR EXAMPLE, WHILE 
MOST CHARACTERS 
WERE DESIGNED 
SIMPLY, TO ASSIST IN 
READER-IDENTIFICATION- 



OTHER CHARACTERS 
WERE DRAWN MORE 
REAUST/CAILY IN ORDER 
TO OBJECTIFY THEM, 
EMPHASIZING THEIR 
OTHERNESS" FROM 
THE READER 







WE'LL RETURN 
TO THESE DIFFERENCES 
SEVERAL TIMES 
DURING THIS BOOK. 
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AS I WRITE THIS, 

IN 1992, AMERICAN 
AUDIENCES ARE JUST 
BEGINNING TO REALIZE 
THAT A SIMPLE STYLE 
DOESN'T NECESSITATE 
SIMPLE STORY. 




BUT SIMPLE ELEMENTS 
CAN COMBINE IN 
COMPLEX WAYS, AS 
ATOMS BECOME 
MOLECULES AND 
MOLECULES BECOME 
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— ARE THE 
ULTIMATE 
ABSTRACTION. 



- AND "GOOD" COMICS 
AS THOSE 1 IN WHICH 
THE COMSflVAT/OM 
OF THESE VERY 

DJFFERENT 

FORMS OF EXPRESSION 
IS THOUGHT TO BE 





WORDS, PICTURES AND 
OTHER ICONS ARE THE 

VOCABULARY 

THE LANGUAGE CALLED 



AND 
AMONG 
THEM LIE 
SOME OF 
OUR VERY 

ZEST 

v fNST/NCrS J 












































































































IN MUSEUMS AND IN 
LIBRARIES, THE ARTIST 
FINDS WHAT HE'S LOOKING 
FOR. HE STUDIES THE 
TECHNIQUES OF THE GRFAT 

MASieRS w western 
ART, HE PRACTICES 

n/oht andday. 


SHE 700 FINDS WHAT 
SHE'S LOOKING FOR, IN 
THE GREAT MASTERS OF 

western l/zeratore. 

SHE READS AND WRITES 
CONSTANTLY. SHE 
SEARCHES FOR A VOICE 
UNIQUELY HERS 
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E-f-f-©-©! 

RECEIVED.! 

r A P r EVE5 ’ 

rMl r + onenose.^^^^ 

1 / VV-/L. ONE MOUTH onZr&tix. 



/ WHEN PICTURES ££ 

/ ARE MORE ABSTRACTED \ \2kj| 

( FROM "REALITy; THEY 

REQUIRE GREATER LEVELS HOT 

\ OF PERCEPTIONS, / Yffl 

V MOPE l SHE / 

X. WORDS. s' j|j 

1 3TO / WHEN WORDS 

TsflV / ARE BOLDER, MORE DIRECT, \ 

_ _ ' THEY REQUIRE SOWER LEVELS \ 

tBT OF PERCEPTION AND ARE 

□37 V RECEIVED FASTER, / 

ttfi V MORE 1/RE / 

PSCTLSRES. 




OUR NEED FOR A 
unified IAN6UAGE 
OF COMICS SENDS US 
TOWARD THE CENTER 
WHERE WORDS AND 
PICTURES ARE LIKE 
.TWO SIDES OF OA/E 



BUT OUR NEED FOR 
SOPWST/CA7/OM 
IN COMICS SEEMS 
TO LEAD US 
OC/TWARP, WHERE 
WORDS AND PICTURFS 
ARE MOST TFPARA7E 



BOTH ARE WORTHY 
ASP/RA 770ASS. 
BOTH STEM FROM A 
LOVE OF COMICS AND 
A DEVOTION TO ITS 
j^UTURE^ 

CAN THFY RF 



I SAY THE ANSWER 
IS YE$, BUT SINCE 
THE REASONS BELONG 
IN A P/FFEREAST 
CHAPTER, WE'LL 
HAVE TO COME BACK 
TO THIS SA7ER. 
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ftoCune 

Aq 





aeioyv me, 

THE AREA DESCRIBED 
BY THESE 3 VERTICES" , 
•■REALITY;'LANGUAGE AND 
THE PICTURE PLANE-- 
REPRESENTS THE TOTAL , 
PICTORIAl VOCABULARY / 
1 OF COMICS OR OF/WX / 
OF THE VISUAL 
ARTS. 


\ 

\ 

\ 


\ 

\ 

\ 

\ 

\ 

\ 

\ 

§ ©\ 

■-—-• 


FACE 


/fecutity' 



IF WE INCORPORATE 
LANGUAGE AND 
OTHER ICONS UVTO 
THE CHART, WE CAN 
BEGIN TO BUILD A 
COMPREHENSIVE 
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MOST OF THE 
PRECEDING EXAMPLES 
WERE PLACED ON OUR 
CHART BASED ON THE 
DRAWING STYLES USED 
ON SPEC/P/C 
CHARACTERS. 



EACH CREATOR 
EMPLOYS A FANGS 
OF STYLES, THOUGH, 
AND MANY OCCUPY 
SEVERAL PLACES ON 
THE CHART DURING A 
GIVEN PROJECT. 




THE COMBINATION OF EXTREMELY /CON/C 
CHARACTERS AND ENY/ROHMEHTS, MIXED 
WITH S/MPLE, DLRECT LANGUAGE AND A 
SOME EXPECT OR TWO WOULD GIVE US 
A SHAPE SOMETHING LIKE 7HLS: 






> BUT X , 


Wt VE ALKt AL7' 

DISCUSSED THE 

/ OTHERS RANGC \ , 


RANGE OF HERGE 

7 CONS/DERABLY\ 


AND OTHERS WHO 

\ FROM ONE END K 


contrast / corvrc 

A OF THE CHART / . 


CHARACTERS WITH 

>\T0 THE OTHER/; - 


REALTST/C 

fxjNj 


BACKGROUNDS. 

JMVt 

pHr 

— 



ART e EDITIONS CASTERMAN 
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ART: JACK KIRBY AND JOE SINNOTT (MY FACSIMILE) 
SCRIPT: STAN LEE. 


TODAY, MANY AMERICAN 
’ MAINSTREAM COMICS STILL FOLLOW 
KIRBY'S LEAD FOR STORYTELLING, BUT 
THE DESIRE FOR MORE XEAl/ST/C ART 
AND MORE ELABORATE SCRIPTS HAS 
PUSHED ART AND STORY Al/KTWER 
AEAKT IN MANY CASES 



ART FROM COLOR PANELS TRACED FOR REPRODUCTION, 
e MARVEL ENTERTAINMENT GROUP, INC. 









































IN THE EIGHTIES AND NINETIES, 

MOST OF THE COUNTERCULTURE OF 
INDEPENDENT CREATORS, WORKING MOSTLY 
IN BLACK AND WHITE, STAYED TO THE F/OHl 
OF MAINSTREAM COMICS ART WHILE 
COVERING A BROAD RANGE OF 
WRITING STYLES. 





IRONIC THAT THE 
TWO BASTIONS OF 
CAFTOOMy ART ARE 
UNPERGROUNP AND 
CWIPKEW'S COMICS' 




SERGIO AND GROO © SERGIO ARAGONES 
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ART (LEFT) © DAVE McKEAN. (RIGHT) © D C. COMICS. 
















































FOR COMICS TO MA7PFe 
AS A MeO/UM, IT MUST BE 
CAPABLE OF EXPRESSING EACH 
ARTIST'S rrW£RMOST 

/veez?s and me as. 


BUT EACH ARTIST 

has p/eeexe/vr inner 

NEEDS, DIFFERENT POINTS 
OF VIEW, DIFFERENT 
^ASS/ONS, AND SO NEEDS TO 
FIND DIFFERENT FORMS 

oe exPRessrorv * 




* CHECK OUT WASSILY KANDINSKY’S TERRIFIC 1912 ESSAY, “ ON THE PROBLEM OF FORM’.' 
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IT'S YOU,K J08 TO 
CREATE AND ReCFFATe 
ME MOMENT BY 


MOMENT, NOT JUST 
THE CARTOONIST'S. 



IT'S BEEN OVER TfVe/VTy YBARS SINCE 
M?LUHAN FIRST OBSERVED THAT THOSE PEOPLE 
GROWING UP IN THE LATE TWENTIETH CENTURY 
DIDN’T WANT GOALS SO MUCH AS THEY 
WANTED FOLeSf AND THAT'S WHAT VISUAL 
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IA7EK IN LIFE, X FOUND OTHERS WHO HAD SIMILAR DAYDREAMS AS CHILDREN. 
NONE OF US EVER REALLY BELIEVED THESE THEORIES, BUT WE HAD ALL BEEN 
EASC/A/ATED BY THE FACT THAT THEY COULD NOT BE DISPROVED, r 




I'VE NEVER BEEN 
IN THE HOUSE 
ACROSS THE STREET, 
YET I ASSUME IT 
HAS AN INTERIOR, 
THAT IT ISN'T JUST 
SOME BIG MOVIE 
V SET/ 


IN THIS PANEL 
YOU CAN T EVEN 
SEE MY TE&S, 
YET YOU ASSUME 
THAT THEY’RE 
v 7HERE. 



NOT TO SAY OUR SENSES ARE ANY KIND 
OF GUARANTEE/ 
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V,LIA>UI\L 

CLCSlU\l5 

CL S RE 

<■•*? .r t r> i r , r+i r* 
» *■. i /: r- 



SOMETIMES, A MERE i WAPF OR 

Outline is enough to 

TRIGGER CLOSURE. 




EVERY TIME WE SEE 
A PW0TDGRAPH 
REPRODUCED IN A 
NEWSPAPER OR 
MAGAZINE, WE 
COMMIT CLOSURE. 


OUR EYES TAKE IN 
THE FRAGMENTED, 
BLACK-AND-WHITE 
IMAGE OF THE 
'HALF-TONE'' 
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* MEDIA GURU TONY SCHWARTZ DESCRIBES THIS 
AT LENGTH IN HIS BOOK MED/A . THE SECOA/D GOD, 
ANCHOR BOOKS, 1983. 
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COMICS PANELS EPACTl/Pt F BOTH T/ME AND SPACE, OFFERING A JAGGED, 
STACCATO PHYTNNt OF l/A/CONNECTED MOMENTS. 


k 


1 


1 


BUT CLOSURE ALLOWS US TO CONNECT THESE MOMENTS 
AND NlEATTAUy CONSTPl/CT A CONTTNUOi/S. UN/E/ED REAl/TX 



— THEN, IN A 

VERV REAL SENSE, 

COM/CS /$ 
^CLOSl/PE/ ^ 

\ 

<c / 
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J MAY HAVE DRAWN AN AXE BEING 
RAISED IN THIS EXAMPLE, BUT I'M 
NOT THE ONE WHO LET IT DROP 
OR DECIDED HOW HARD THE BLOW, 
OR WHO SCREAMED, OR WHY. 



THAT, DEAR READER, WAS YOL/R 
SPECIAL CRIME, EACH OF YOU 
COMMITTING IT IN YOUR OWN STYLE. 


ALL OF YOU 
PARTICIPATED 

IN the murder. 

ALL OF YOU HELD 
THE AXE AND 


CHOSE VOLIR SPOT. 
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' PAPT/C/PAT/ON ^ 

IS A POiVeRFUL FORCE 
IN ANY MEDIUM. 
FILMMAKERS LONG AGO 
REALIZED THE IMPORTANCE 
OF ALLOWING VIEWERS 
v TO USE THEIR A 
\ fMAGMA 7LO/VS. ^ 


FROM THE 7PSSWG OF A SASFRALL 
TO THE PFATFf OF A PLANF7, THE 
READERS PFL/RFRA7F, VOLUNTARY 
CLOSURE IS COMICS'PR/MARY MFANS 
OF SIMULATING 7/MF A/VP MOT/ON. 
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THIS LAST CATEGORY 
SUGGESTS AN INTER¬ 
ESTING QUESTTO/V. 

IS IT POSSIBLE FOR 
ANY SEQUENCE OF 
PANELS TO BE 
TOTALLY UNRELATED 




— ALCT/EMY 

AT WORK IN THE 
SPACE BETWEEN 
PANELS WHICH CAN 
HELP US FIND 
/MUAN/NO OR 
/EeSONA/YCe IN 
EVEN THE MOST 
UAKKr/VG OF 
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i 


BY FAR, THE MOST COMMON TYPE OF 
TRANSITION IN KIRBY'S ART IS ACT/ON- 
-70-ACT/ON. I COUNT STXTY-TWO OF 
THEM IN THIS STORY— ABOUT $/XTy- 
F/l/E PERCENT OF THE TOTAL NUMBER 


SI/&JFC7-TO-SI/&JFC7 TRANSITIONS 
ACCOUNT FOR AN ADDITIONAL N/NETEEN-- 
ABOUT TWENTY PERCENT OF THE TOTAL NUMBER. 



[TRACED AND SIMPLIFIED FOR CLARITY'S sake] 
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NOW, HERGf'S AND 
KIRBYS STYLES 
are WOT similar/ 

IN FACT, THEY'RE 
KAP/CACiy 

d/feeremtr 



IS THERE SOME KIND 
OF 

PPOPOPT/OM AT 
WORK HERE, OR 
IS THERE ANOTHER 
COMMON l/NKF* 
MAYBE A SIMILARITY 




NAUGHTY bits 



GREGORY 




m 




5PIEGELMAN 
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IF WE CHOOSE TO 
SEE STORIES AS 
CONNECTED SERIES 

of eyer/rs, then 

THE PREDOMINANCE 
OF TYPES 2-4 ARE 
EASILY EXPLAINED. 
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AND, OF COURSE, 
NON-SEGUJITURS 
ARE UNCONCERNED 

with evervrs or 

ANY A fAKRAT/VE 
PURPOSES OF ANY 




"DON'T GETAROUND INTRODUCTION "A 1AI/S" 

MUCH ANYMORE" (ORIGINAL.) 




BUT BEFORE WE 
CONCLUDE THAT TYPES 
2-4 HAVE A MONOPOLY 
ON STRAIGHTFORWARD 
STORYTELLING, LET'S 
TAKE ANOTHER LOOK 
AT OSAMUTtZUKA 



TEZUKA IS A FAR. 
CRY FROM THE 
EARLY SPIEGEIMAN. 
HIS STORYTELLING 
IS CLEAR AND 
STRAIGHTFORWARD. 
BUT LOOK AT HOW 
HE CHARTS/ 



JUST WHAT IS GOING ON HERE7 
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\TFEL OT THSIR DAER OT RE6MEMER 
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AS SUCH, 

Dozens of panels 

CAN PE DEVOTED 
TO PORT RAVING 
S/Otv cwentATfc 
MOI/PMAMT OR TO 
SBTTWO A MOOD) 




BUT I DON'T THINK 

lOMsex srox/es are 
THE ONLY FACTOR, 
OR EVEN THE MOST 
IMPORTANT ONE. j 


( J BELIEVE THERE'S SOMETHING A 
{ BIT MORE Pi/MOAMP/VTAl TO THIS 
PARTICULAR EAST/WEST SPLIT. 
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IN THE GRAPHIC ARTS THIS HAS MEANT 
A GREATER FOCUS ON F/OURE/GROUND 
RELATIONSHIPS AND "NEGATTVE SPACE" 



•the GREAT WAVE OFF KAIMAG’AWA" 8Y HOKUSAI (c.1829) 
( TURN THIS PICTURE UPSIDE DOWN TO SEE THE OTHER 
WAVE OF NEGATIVE SPACE .NATURE'S Y/H AW YANG .) 


IN MUSIC TOO, WHILE THE WESTERN 
CLASSICAL TRADITION WAS EMPHASIZING 
THE CONT/UUOUS, CONNECTED WORLDS OF 
MELODY AND HARMONY, EASTERN CLASSICAL 
MUSIC WAS EQUALLY CONCERNED WITH THE 
ROLE OF S/EE/VCef 



WEST EASr 



FROM DEBUSSY TO STRAVINSKY TO 
COUNT BASTE, WESTERN MUSIC HAS 
GRADUALLY INCORPORATED A STRONG 
AWARENESS OF THE POWER OF 
FRAG ME'VTA TfON AND INTERVAL 
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THE TRADITIONAL EMPHASIS IN WESTERN 
ART UPON THE PRIMACY OF FOREGROl/h/0 
SUBJECTS AND 

coh/r/hn/oi/sh/ess 

OF TONES 
GAVE WAY TO 
FRAGMENTATION 
AND A NEW 
AWARENESS OF 

the picture 
PL Ah/e. 




, N THEATRE, THE IDEA THAT 
'"/eSS IS MORE" HAS REAL PRACTICAL 
IMPLICATIONS. ONE OF THE MOST 
SUCCESSFUL SHOWS IN HISTORY IS 
THE FA A/TAS TICKS-- A PLAY WHOSE 
ENTIRE SET CAME IN THREE PIECES ~ 






•ANSWER: THE BIG N" 
[SEE PAGE 216] 
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WE ASSUME AS READERS that we will 
KNOW WHAT ORDER TO READ PANELS IN, 
BUT THE BUSINESS Of ARRANGING THOSE 
. PANELS IS ACTUALLY QUITE COMPLEX. 


AS CLOSURE &ETWEEM PANELS BECOMES 
MORE INTENSE, READER INTERPRETATION 
BECOMES FAR MORE EL A ST/C. 


NOWYOU DJEH 


€ 
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READERS FACED 
WITH PANELS LIKE TBSFJVF 
WILL HAVE Sl/8$TAHT/AUy 
DfFF£FeW7 INTERPRETATIONS. 


CLAK.' CL *«! C LAK/ 


By CONSTRUCTING WAVl? 
r /MAGFS BASED ON THESE 
FRAGMENTS. READERS ARE 
rezFOKMrkG ciosi/xe, 
JUST AS — 


W//OOSH! 

Spbp Splip k 
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WE ALREADY KNOW THAT COMICS ASKS 
THE MIND TO WORK AS A SORT OF 

/N-seTweewER --filling in the gaps 

BETWEEN PANELS AS AN AWMATOf? 
MIGHT— BUT T BELIEVE THERE'S STILL 
MORE TO IT THAN THAT. 
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NOW, MOST OF 
YOU SHOULD HAVE 
NO TROUBLE 

THAT YOU'RE IN A 
KITCHEN FROM 
THOSE FOUR PANELS 


WITH A H/GH 
DEGFEE OF 
ClOSC/^e, YOUR MIND 
IS TAKING FOUR 
PICTURE FRAGMENT'S 
AND CONSTRUCTING 
AN ENTIRE SCENE 
OUT OF THOSE 


BUT THE SCENE YOUR 
MIND CONSTRUCTS 
FROM THOSE FOUR 
PANELS IS A VERY 
0/EFEFEWT PLACE 
FROM THE SCENE 
CONSTRUCTED FROM 
OUR TRADITIONAL 

one-pamcl 

ESTABLISHING SHOT/ 


YOU'VE BEEN IN 
KITCHENS BEFORE. 
YOU KNOW WHAT A 
POT ON THE BOIL 
SOUNDS LIKE; DO 
YOU ONLY HEAR IT 
IN THAT F/PST 



AND WHAT ABOUT 
THE CPOPPUVO 
SOUND ? DOES THAT 
ONLY LAST A PANEL 
OR DOES IT PERSISTF 
CAN YOU SMELL THIS 
KITCHEN? FEEL 
IT? 7ASTE IT? 



COMICS IS A MOA/O-SEA'SOFy 
MEDIUM. IT RELIES ON ONLY 
OUE OF THE SENSES TO CONVEY 
A LVOFLLP OF EXPERIENCE. 



BUT WHAT OF THE OTHER 

rot/* 7 




yy/Tunv these 

PANELS, WE CAN 
ONLY CONVEY 
INFORMATION 

. WSL/AUY * 


but FETLVFF/V 

PANELS, NONE OF 
OUR SENSES ARE 
REQUIRED AT ALL 
































































































































■SINCE CARTOONS ALREADY EXIST AS CONCEPTS FOR THE 
READER, THEY TEND TO FLOW EASILY THROUGH THE 
CONCEPTUAL TERRITORY &£TWFF/V PANELS. 



© 




IDEAS FLOWING INTO ONE ANOTHER SFAMLBSSIY. 
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BUT yZ&U/Sr/C IMAGES HAVE A BUMPIER RIDE. THEIRS IS 
A PRIMARILY WSUAL EXISTENCE WHICH DOESN'T PASS EASILY 
INTO THE REALM OF IDEAS. 



AND SO, WHAT SEEMED LIKE A CONTINUOUS SERIES OF 
MOMENTS IN THE LAST EXAMPLE, HERE LOOKS A LITTLE MORE 
LIKE A SERIES OF i ?77£L P/CTi/Res. . 



SIMILARLY, I THINK WHEN COMICS ART VEERS CLOSER TO 
CONCERNS OF THE F/CTUFE FLAME, CLOSURE CAN BE MORE 
DIFFICULT TO ACHIEVE, THOUGH FOR DIFFERENT REASONS. 







NOW ITS THE L/N/FYfMG PFOFEXTIES OF PES/GM THAT 
MAKE US MORE AWARE OF THE PAGE AS A /f WOLE, RATHER 
THAN ITS INDIVIDUAL COMPONENTS, TH E F4A/ELS. 


A GOOD RULE OF 
THUMB IS THAT 
IF READERS ARE 
PARTICULARLY AWARE 
OF THE ART IN A 
kivfn cropy-- 
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THIS IS WHY X THINK IT'S 
A MISTAKE TD SEE COMICS AS 
A MERE OF THE 

GRAPHIC AP7S AND PROS? . 

prcT/orv. 


WHAT 
HAPPENS 
BETWEEN THESE \ 
PANELS IS A 
KIND OF MAGIC , 

ONLY comics i 

CAN CREATE.,/ 
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CHAPTER FOUR 


TIME FRAMES. 


SO! aet'S See- 

EACH PANEL OF A 
COMIC SHOWS A 
SWGLE /woweA/r 



and 

THOSE FROZEN 

MOMENTS - BETWEEN 
THE PANELS-OUR 
MINDS FILL IN THE 
/NTeKl/ENWG MOMFVTS, 
CREATING THE ILLUSION 

of time amp Morrow. 



liSHiiii 

1111 Pill 

'O'0"0‘ 

k*\7 rf 


jpip* 




r ;im 

LIKE A LINE DRAWN 
BETWEEN TWO POINTS. 



jyf 
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EVEN THE BRIEF 
SOUND OF A FLASH¬ 
BULB HAS A CERTAIN 
DUBAT/ON, SHORT 
TO BE Si/BF, BUT NOT 
//VSTANTAWFOUS/' 



FAR SLOVFEB IS 
THE DURATION OF 
THE AVERAGE WORD. 
UNCLE HENRX ALONF 
BURNS UP A GOOD 
sSeco/v0 IN THIS 
PANEL, ESPECIALLY 
SINCE "$Mu.er 
UNDOUBTEDLY 
PBFCEPFD THE 
FLASH. 



LIKEWISE, THE NEXT 
BALLOONS COULD HAVE 
ONLY FOLLOWED 
THE BURST OF THE 
FLASHBULB, THUS 
ADDING STILL MOBE 
TIME. 



JUST AS PICTURES AND THE INTERVALS BETWEEN THEM CREATE THE ILLUSION OF TIME 
THROUGH CLOSUBE, WORDS INTRODUCE TIME BY REPRESENTING THAT WHICH CAN ONLY 
EXIST /N TIME - SOUA/P. 
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SUCH A ROPE 
MIGHT BE SAID 
TO WIND SOME¬ 
THING LIKE TH/6 
THROUGH OUR 
PANEL. 


AND SINCE EACH 
FACE AND FIGURE 
IS DRAWN TO MATCH 
HIS/HER OWN 

yvoxps-- 
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PORTRAYING TIME 
ON A LINE MOVING 
LEFT TO R/GHT, 
THIS PUTS ALL THE 
/MAGES ON THE 


SAME VERTICAL AXIS.. 




r PERHAPS WE'VE SEEN TOO 
CONDITIONED BY PHOTOGRAPHY TO 
PERCEIVE SINGLE IMAGES AS S///GL 
MOME/VTS- AFTER ALL, IT DOES 
TAKE AN EYE T/ME TO MOVE ACRO 
* SCENES IN REAL L/FEf 



€> <§> <3 

OO00 



EACH FIGURE IS 
ARRANGED FROM 
LEFT TO F/G//T IN 
THE SEQUENCE WE 
WILL ~FEAO~THEM, 
EACH OCCUPYING A 
DISTINCT T/ME 



IN SOME RESPECTS THIS PANEL BY ITSELF ACTUALLY F/TS OUR 
PEFW/T/O/V OF COMICS/ ALL IT NEEDS IS A FEW GUTTERS 
THROWN IN TO CLARIFY 7UE SEQUE/VCE. 



OWE PANEL, OPERATING AS •SEVERAL PANELS. 
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THESE ICONS WE 
CALL PANELS OK 
"FRAMES" HAVE 

NO X/XED OR 
ABSOLUTE MEANING, 
LIKE THE ICONS OF 

LANGUAGE, SCIENCE 
AND COMMUNICATION. 

jlptjnipmp h jiiuii 

— 

; y.'Fin 

“ ' /tv \ 
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THE DURATIONS OF THAT 77MB AND THE 
DfMENSIONS OF THAT SPACE ARE 
DEFINED MOKE BY THE CONTENTS OF 
THE PANEL THAN BY THE PANEL /TSELE * 
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IS THERE ANY WAY TO MAKE A 
SINGLE SILENT PANEL LIKE THIS ONE 
SEEM IONGE/E7 HOW ABOUT WIDENING 
the space PETweerv panels? 
any z?/ffepence 7 



WE'VE SEEN HOW 
TIME CAN BE 
CONTROLLED THROUGH 
THE CONTENT OF 
PANELS, THE NUMBert 
OF PANELS AND 
CLOSURE &E7H/EEM 
PANELS, BUT THERE’S 




AS UNLIKELY AS IT SOUNDS, THE PANEL 'SHAPE CAN 
ACTUALLY MAKE A D/FFEPE7VCE IN OUR PEPCEPT/ON 
OF TIME. EVEN THOUGH THIS LONG PANEL HAS THE SAME 
BASIC "MEANING" AS ITS SHORTER VERSIONS, STILL IT 
HAS T HZ FEELING OF GREATER LENGTH/ 
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' NOTICED HOW THE 
WORDS ’SHORT" OR 
"LONG" CAN REFER 
EITHER TO THE 
F/JTST DIMENSION 
OR TO THE 

\FO£JKTf/-^A 

f IN A MEDIUM >J 
WHERE TIME AND 
SPACE MERGE SO 
COMPLETELY, THE 
DISTINCTION OFTEN 
MARSHES/ 


MOST OF US ARE SO USED TO ^ 
THE STANDARD RECTANGULAR 
FORMAT THAT A "BORDERLESS" 
PANEL SUCH AS THIS CAN TAKE 
k. ON A TLMELESS QUALLTY. J 


























































LIKE A STORM FROMT, THE EYE MOVES 
OVER THE COMICS PAGE, PUSHING THE 
WARM, HIGH-PRESSURE Fl/TURE AHEAD 
OF IT, LEAVING THE COOL, LOW-PRESSURE 
PAST IN ITS WAKE. 


3 -2 -1 +1 
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BY I8&0. INVENTORS THE WORLD OVER KNEW 
THAT "MOVINGPICTURES" WERE JUST AROUND 
THE CORNER FVFRYDM f WANTED TO BE FIRST/ 

\ MY STROBOSCOPE IS SUPERI OR/N EVERy^ 
1 way ro rue o&solftf zo&rFOP'e/ J 


EVENTUALLY 
THOMAS FP/SON 
THAT OLD SCALLYWAG, 
PILED THE FIRST 
PATENT ON A 
PROCESS USING STRIPS 
OF CLEAR PLASTIC 
PHOTOS AND FILM 
was OFF AND 
FUNNING/ 



COPIED FROM PHOTOGRAPHS TAKEN BY EADWEARD MUYBRIDGE 














































FROM ITS EARLfEST DAYS, THE MODERN 
COMIC HAS GRAPPLED WITH THE PROBLEM 
OF SHOWING MOTION IN A STAT/CMEDfi/M. 




THOUGH SEQUENTIAL ART SURVIVED FOR MANY CENTURIES W/THOIST 
DEPICT/NG MOTION, ONCE THE GENIE WAS OUT OF THE BOTTLE IT WAS PERHAPS 
//VElY/rASLE THAT MORE AND MORE EFFICIENT MEANS WOULD BE SOUGHT. 
AT FIRST, THIS SEARCH CENTERED ON MUiT/PLE IMAGES IN SEQUENCE. 
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IN THE BEGINNING, MOTION LINES —OR 'Z/P-R/BHOA/S’ AS SOME CALL THEM- 
WERE MLD, Messy. ALMOST DESPERATE ATTEMPTS TO REPRESENT THE PATHS 
OF MOV/A/G OBJECTS THROUGH SPACE. 



OVER THE YEARS, THESE LINES BECAME EVENTUALLY, IN THE HANDS QE HEPO/C 
MORE PEF//VED AND S7YL/ZED, EVEN PAA/TASY ARTISTS LIKE &/U EVERETT 

D/AGRA/MMAT/C. AND JACK /C/RSY ~ _ 



--THOSE -SAME: LINES BECAME SO -STYLIZED AS TO ALMOST HAVE A l/FE 
AND PHYSICAL PPESEHCE All THEIR OWA// 



D C. COMICS. (LEFT AND RIGHT) 
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* MULTIPLE IMAGES CAN 6E FOUND IN THE 
WORK OF KR1GSTEIN, INFANT!NO AND 
OTHERS. 
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COLAN, WHO WAS ALSO A HIM-Pl/FF, 
WAS OF COURSE AWARE THAT WHEN A 
CAMERA'S SHUTTER SPEED IS TOO SLOW TO 
FULLY FREEZE A MOVING OBJECT'S IMAGE, 
AN INTERESTING BLUFRfNG EFFECT OCCURS. 




BUT IF THE CAMERA MOVES W/TH THE MOVING OBJECT, 
THAT OBJECT WILL REMAIN FOCUSED WHILE THE 
BACKGROUND WILL NOW BE S7FEAKED 
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mmM 


-AND THE 
COMPOSITION 

or MEMORY 


IF THE COMPOSITION 
OF A SINGLE PANEL 
IS TRUL 1’PERFECT.' 
DOESN'T THAT IMPLY 
THAT IT CAN —OK 
EVEN SHOULD-STAND 

. ALONE? > 


THE NATURAL WORLD CREATES OR BAT 
BEAUTY EVERY DAY, YET THE ONLY RULES 
OF COMPOSITION IT FOLLOWS ARE THOSE 

OF FUNC770N AND CHANCE. 
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IN CHAPTERS 77Wffif AND FOl/R —AND 1 

WE INVESTIGATED THE VARIOUS WAYS T WITHIN A 
TIME AND MOTION COULD BE PORTRAYED, , 

BOTH ^f'TTPjSSI/’ PANELS, THROUGH i PANEL OR 

. CLOSl/KE A image J 


THE INVISIBLE 
WORLD OF SENSES 
AND EMOTIONS 
CAN BE 

PORTRAYED EITHER 
BE7WE fvV OR 
W/TH/W PANELS. 































IN THE WORKS OF EZA/AKP MUAKTH 
AND V/WCeNT VAT/ GOGH THE 

OBJECTIVE STUDY OF LIGHT SO PRIZED 
BY THE /MPPBSSfOWST MAWS7PFAM 
WAS BEING ABANVOY/et? IN FAVOR OF A 
NEW, FRIGHTENINGLY Sl/BJECT/VE 
APPROACH 


EXPPPSS/OA//SM, 
AS IT CAME TO BE 
CALLED, DIDN'T START 
AS A SC/PA/T/P/C 
APT, BLIT RATHER 
AS AN HONEST 
PXPPPSSfOA/ OF THE 
INTERNAL TURMOIL 
THESE ARTISTS JUST 
COULD NOT PPPPPSS. 
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NOT SURPR/StNG, 
THEN, THAT SIMILAR 
IDEAS WERE 
EXPRESSED BY 
CREATORS IN OTHER 
FIELDS SUCH AS 
R/CHARP WAG/VER 
AND THE FRENCH 
POET RAUPELA/RE 


Art does not 
reproduce the 
visible; rather, 
it &7&/ces 
visible./ 




- PAUL KLEE 

EA/NTEK. 

TEACHER, 

CARTOOWST.\ 
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CAN WE SAY, 
THEREFORE, THAT ONE 
OF THESE TWO CREATORS > 
IS EXPRESSING MOOD 
AND EMOTION AND THE 
OTHER IS NOT? OR DOES/ 
THE DIFFERENCE LIE 
in !Y/fAT\s being 
EXPRESSED? 




CHARLES SCHULZ 





IF THESE LINES 
ARE EXPRESSIVE OF 
FEAR, ANX/ETY 
AND MADNESS-- 



-THEN COULDN'T 
THESE LINES BE 
SAID TO PORTRAY 
CAIM, REASON AND 
/NTROSPECT/ON T 
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BY D/RPCT/O/V 
ALOMP, A LINE 
MAY GO FROM 
PASS/ve AMP 
TYMPLPSS- 



--OR POA/PST 

and p/rpct. 


, THE MOST BLAND 'FXPPeSS/OPlPSS ' 
LINES ON PARTY* CAN'T HELP BUT 
k CHARACTERIZE THEIR SUBJECT 
IN SOME WAY 


AND WHILE FEW 
COMIC ARTISTS MAY 
CONSIDER THEMSELVES 
PXTRPSSYOA//STS, 
THAT DOESN'T MEAN 
THAT THEY CAN'T TELL 
OPP LINE FROM 
APOTPFPf 































































in DICK TRACY, for 

EXAMPLE, CHESTER 
. GOULD US ZD BOLD 
LINES, OBTUSE ANGIES 

mNEAvy blacks 

TO SUGGEST THE MOOD 
Of A OK/M, DEADLY 
WORLD OF ADULTS-- 



--WHILE THE 

gentle curves 

AND OPEN LINES OF 
CARL BARKS' l/NCLE 
Scrooge convey 

A FEELING OF 
IVN/MSy, YOUTH 
AND INNOCENCE. 



IN R. CRUMB'S 
WORLD, THE CURVES 
OF INNOCENCE ARE 
BETRAYED BY the 
NEUROTIC QUILL-LINES 
0? MODEM ADULTHOOD, 
AND LEFT PAINFULLY 
OUT OE PLACE ~ 


-WHILE IN 
KKTSTINE KRYTTKE'S 
ART, THE CURVES OF 
CHILDHOOD AND THE 
MAD LINES OF A 
MUNCN CREATE A 
CRAZY TODDLER 
LOO/C. 



IN THE MID-1960S 
WHEN THE AVERAGE 
MARVEL READER WAS 
PRE-ADOLESCENT, 
POPULAR INKERS 
USED DYNAMIC BUT 
FRIENDLY LINES 
A LA KIRBY/SINNOTT 



BUT WHEN MARVEL'S 
READER BASE GREW 
INTO THE ANXIETIES OF 

ADOIESCENCE, the 

HOSTILE, JAGGED LINES 
OF A ROB L/EFELD 
STRUCK A MORE 
RESPONSIVE CWRD. 



FOR DECADES OF 
COLOR COMIC BOOKS, 
THE SIGNATURE 
STYLES OF INDIVIDUAL 
ARTISTS LIKE NICK 
CARDY HAVE INFUSED 
PERSONAL EXPRESSION 
INTO EVERY STORY- - 



— WHILE JULES 
PEfFFEK'S UNEVEN 
L/NES DID BATTLE 
WITH THEMSELVES 
IN A PANTOMIME 
OF THE INNER 
STRUGGLES OP 
MODERN LIFE. 



IN JOSE MUNOZ'S 
WORK, DENSE 
PUDDLES OP INK AND 
PRAYING LINEWORK 
COMBINE TO EVOKE 
A WORLD OF 
DEPRAVITY AND 
MORBID DECAY - 


— WHILE JOOST 
SWARTE'S CR/SP 
ELEGANT LINES 
AND JAZZY 
DESIGNS SPEAK 
OF COOL 

SOPNISTICAT/ON 
AND IRONY 


IN SPIEGELMAN'S 
"PRISONER ON THE 
NELL PLANET, " 
DELIBERATELY 
EKPRESSIONISTIC 
LINES DEPICT A 
TRUE-LIFE NORROR 
STORY 


AND IN EISNER'S 
MODERN WORK 
^ PZ/LL BAABBC 

OF LINE STYLES 
CAPTURE A FULL 
RANGE OF 
MOODS AND 
EMOTIONS. 
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NOW, LET'S SUPPOSE 
THAT MY PIPE AND I 
HAVE GONE FOR A 

i i-rri c ia/a / rs 




THE STRONG SMELL 
OF ROTTEN GARBAGE 
CAN'T BE fB&V, 
YET HERF'S ANOTHER 
PRETTY SIMILAR 
. SET OF WAVY 
^ LINES. 



DESPITE THEIR SUPERFICIAL RESEMBLANCE, 
THESE ARE TWO VERY DIFFERENT SETS OF 
LINES. ONE REPRESENTS A V/S/&LE 
PHENOMENON, SWORE, WHILE THE OTHER 
REPRESENTS AN /A/WSfBLE ONE, OUR 
SENSE OF SMELL. 


NOT REALLY A 
PICTURE ANYMORE, 
THESE LINES ARE 
MORE A VfSUAL 

metaphor— 

kA SYMBOL. 


AND 
SYMBOLS ARE 
THE BASIS OF 

. lAVGl/AOf ' 




































































EVEN THE FLIES 
HAVE OVER THE YEARS 
BEEN APPROACHING 
THE ABSTRACT STATUS 
OP LWGU/ST/C 
SYMBOLS. 


WHENEVER AN ARTIST 
INVENTS A NEW WAY 
TO REPRESENT THE 
WV/S/&LE. THERE IS 
ALWAYS A CHANCE 
THAT IT WILL BE 
P/CKE2? UP BY 
OTHER ARTISTS. 
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IN DEALING ^ 

WITH THE FACE 
ITSELF, THE 
LINE BETWEEN 
THE VISIBLE AND 
INVISIBLE 
WORLDS BECOMES 
EVEN LESS 



THE CARTOON 
FACE IS AN 
ABSTRACT, BUT IT 
IS BASED UPON 

VISUAL DATA. 



SOME INDICATORS 
OF EMOTION ARE 
/ALSO VISUALLY 
BASED, SUCH AS 
THE FAMILIAR 
SWEAT BEAD. 



BUT WHEN SUCH 
IMAGES BEGIN 
TO DRIFT OUT OF 
THEIR VISUAL 
CONTEXT-- 



—THEY DRIFT INTO 
THE INVISIBLE 
WORLD OF THE 

SYMBOL. 
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SUMERIANS IN 
ANCIENT MESOPOTAMIA 
GOT THINGS ROLLING 
over 5000 ypaps 
AGO WHEN A NEED 
WAS POUND TO RECORD 
CERTAIN COMMDmeS. 




THESE FIRST SYMBOLS - CARTOONS, 
REALLY—GRADUALLY EVOLVED AWAY 
FROM ANY RESEMBLANCE TO THEIR 
SUBJECT, TOWARD THE HIGHLY ABSTRACTED 
FORMS OF MODERN LANGUAGES... 



-» —* 


—* — > - 

X 

V 
^ —* —* 


$ 


V 

V 

\ 






THE LONGER ANY 
FORM OF ART OR 
COMMUNICATION 
EXISTS, THE MORE 
SYMBOLS IT 
ACCUMULATES. 




WITHIN A GIVEN 
CULTURE THESE 
SYMBOLS WILL 
QUICKLY SPREAD 
UNTIL EVERYBODY 
KNOWS THEM AT 
v A GLANCE. . 

' A 

V 




THE ANSWER, OF COURSE 
IS THAT MORE THAN ONE 
SET OF SYMBOLS WILL 
EVOLVE/ 


SO IT WAS, „ 
ONCE AGAIN, ’ 

IN JAPAN 
WHERE COM ICS \ 
DEVELOPED 
FOR YPARS 
IN RELATIVE 
/SOL AT/ON 
FROM THEIR / 
WESTERN 
COUSINS. v 




SLEEP LUST W 
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OVER THE YEARS, 
COMICS CREATORS 
HAVE STRUGGLED WITH 
DOZENS OF VARIATIONS 
IN THEIR DESPERATE 
ATTEMPTS*TO DEPICT 
SOUND IN A STRICTLY 
V/SUAL MED/UM. , 




WHILE /NS/DE THOSE BALLOONS, SYMBOLS 
ARE CONSTANTLY BEING APPROPRIATED 
OR EVEN LNVENTED TO COVER THE 
MW -VERBALj- 



EVEN THE VARIATIONS OF LETTERING STYLES, BOTH IN AND OUT OF 
BALLOONS, SPEAK OF AN ONGO//VG STRUGGLE TO CAPTURE THE 
VERY ESSENCE OF SOUND r 


“DriinfcU 

\M€W)vx oocdk 















































OF COURSE WORDS 
r THEMSELVES, MORE THAN ALL THE ^ 
f OTHER VISUAL SYMBOLS, HAVE THE 
1 POWER TO COM PL 575L Y DESCPLSE 
THE INVISIBLE PEAL M OF 
SENSES AND EMOTIONS. 


r siy 

r EAi 

-MO 


WORDS CAN TAKE EVEN SEEMINGLY 
ALEUTPAL IMAGES AND INVEST THEM 
WITH A WEALTH OF FEELINGS AND 
EXPEP/ENCES. 



S SAT BY THE OPEN WINDOW, HOPING 
TO CATCH A WHIFF OF THE OLD CHARCOAL 
GRILLS. FROM NEXT DOOR CAME THE 
OTHERWORLDLY HUM OF TELEVISION. 
THE OLD CLOCK STRUCK A LAZY EIGHT. 


AS NOTED, PICTURES CAN INDUCE 
STPONG FEEL INGS IN THE 
READER, BUT THEY CAN ALSO LACK 
THE SPECIFICITY OF WORDS. 



WORDS, ON THE CITHER HAND, OFFER 
THAT SPECIFICITY, BUT CAN LACK THE 
IMMEDIATE EMOTIONAL CHARGE OF 
PICTURES, RELYING INSTEAD ON A 
GRADUAL CUMULATIVE EFFECT, 
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r IN THE 
END, WHAT 
I you eer is 
: WHAT YOU 

erve. 



R 


( 


AAY-St 
3>NT EV 

*JS^L 

j£ 
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IT'S CONSIDERED 
/VOKMAL IN THIS 
SOCIETY FOR CHILDREN 
TO COMBINE WORDS 
AND PICTURES, SO 
LONG AS THE/ 
Gtroyroi/ror/r. 
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AS CHILDREN,OUR 
FIRST BOOKS HAD 

r/cri/xfs galorc 

AND VERY FEW 
WORDS BECAUSE 
THAT WAS "EASIER." 



THEN, AS WE GREW, 
WE WERE EXPECTED 
TO GRADUATE TO 
BOOKS WITH MUCH 
MORE TEXT AND 
ONLY OCCASIONAL 
PICTURES 



— AND FINALLY TO 
ARRIVE AT ‘REAL " 
BOOKS - - THOSE 
WITH NO PICTURES 
AT ALL. 
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SOME OF THIS ART SHOWS 
CONSIDERABLE ATTENTION TO 
DETAIL, VERY MUCH CONCERNED 
with PICTORIAL REPRESENTATION. 
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AS SEEN, MOST > 
OF THESE EARLY 
WORDS STAYED 

ciose By 

THEIR PARENTS, 

the P/cri/ees.j 


ArA/\/\ 

Zf 

nr 

li 

'tlfr 

(£& A /gM 






AAWV 


\ V V 


IT DIDN'T TAKE IONG, THOUGH - - 
RELATIVELY SPEAKING — 

BEFORE ANCIENT WRITING STARTED i 
TO 8ECOME MORE ABSTRACT. 




:- 


1 & fk t L 

A._ 


SOMB WRITTEN LANGUAGES 
SURVIVE TO THIS DAY, BEARING 1 
TRACES OF THEIR ANCIENT 
PICTORIAL HERITAGE. 














































m V.VJJV11- KCrKCOClN I Out™' 

ONL y and lose any 

LINGERING RESEMBLANCE 
/v TO THE VISIBLE WORN? 

* f 




m 

t:t~s t nm Tnz 

re’sfl 


l e! Order Today and receive FREE ( 

■laaifaigMni^taroait ^ ^ ^ 


WITH 

_ the invention , 
r op PRINTING, THE ’ 

I WRITTEN WORD TOOK I 
A GREAT LEAP 
v FORWARD- A 

Jaiftiauatrt_.... 

potto &h| gomrt:afcmr= tj fepiptft 
tbogonua. jfilij ammiW am: ttifa 

ftttyarfie mtjim/ - and 

rfjaraittjuartnu t ~ 
an. fWif aumti ruila 

fabattja ft rtgma ft fofatfiara.por 
to fib) rtgma-faby QatmuEbue aiF 
tmi gmuir nn wS|ilBr rrpit rift jd< 
tm0 in tm&^Mnni uttn gtmiit lu* 
ibmt i nfprtju 
.. ft rtjafluim Of 
itjiliffijun rapttju 
gmuitfrOonmi 
iifttjfura quorp 

_eu ft gttgtiDrura 

raradmmn afumun ara 
jq; ft famattum rt rniattjf ^ 
«.. w . 4 friii: rfain ft alTur. lb aria* 
jtao-ft luo i aram. jfilij aranirbuei 


A V GONEF ^ 



WORDS AND 
PICTURES DID STILL 

COEXIST AT THIS 
STAGE IN WESTERN 
^CIVILIZATION.^ 

in 

f 


k 

El 

m 
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•IN ILLUMINATED MANUSCRIPTS, FOR EXAMPLE 
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BY THE 
EARLY 18O0's, 
WESTERN ART 
AND WRITING HAD 
DRIFTED ABOUT AS 
FAR APART AS 
v WAS POSSIBLE . 


. ONE WAS 
OBSESSED WITH 
RESEMBLANCE, 
LIGHT AND COLOR, 
ALL THINGS 

ip/s/sie. 



John %ats 

Ode on a Qn 


Thou still unravish'd bride of quietness, 

Thou foster-child of silence and slow time. 

Sylvan historian, who const thus express 
A flowery tale more sweetly than our rhyme: 

What leaf fring'd legend haunts about thy shape 
Of deities or mortals, or of both, 

In Tempe or the dales of Arcady? 

What men or gods are these ? What maidens loth ? 
What mad pursuit ? What struggle to escape ? 

What pipes and timbrels ? What wild ecstasy ? 


...THE 
OTHER RICH IN 
/MV/Sf&LE 

TREASURES, 

\ SENSES, EMOTIONS, i 
1 SPIRITUALITY, 1 
PHILOSOPHY- . 



PICTURES 
AND WORDS, 
ONCE TOGETHER 
IN THE CENTER OF 1 
OUR ICONIC 
ABSTRACTION 
CHART, HAVE f 
THIS POINT 
DRIFTED TO 
OPPOSITE 
. CORNERS. 
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IMPRESSIONISM, WHILE IT COULD BE THOUGHT OF 
AS THE FIRST MODERN MOVEMENT, WAS ! 
MORE A CULMINATION OF THE OLD, THE i 
l/l T/MATE STUDY OF L/GNT AND COLOB. 



SOON AFTER CAME THE EXPLOS/O/Vf 
EXPRESSIONISM, FUTURISM, 

DADA, SURREALISM, 

FAUVISM, CUBISM, 

ABSTRACT EXPRESSIONISM, 
NEO-PLASTICISM, 

CONSTRUCTIVISM. 


V 


EVERY WHICH 
WAY BUT 

EACXtVAZPSr 




STRICT REPRESENTATIONAL STYLES 
WERE OF LITTLE IMPORTANCE TO THE 
NEW SCHOOLS A&STBACT/ON, BOTH 
ICONIC AND MW-ICONIC MADE A 
SPECTACULAR COMEBACK' 
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FACSIMILE DETAILS OF PORTRAITS BY PICASSO. 
LEGER AND KLEE 











































































MEANWHILE, THE WRITTEN WORD WAS 
ALSO CHANGING. POETRY 5EGAN 
7VFNWG AWAY FROM THE ELUSIVE, 
7W/C£-A8S7f?ACT£V LANGUAGE OF OLD 
TOWARD A MORE D/RECT, EVEN 


Facing west, from California's shores, 
Inquiring, tireless, seeking 
what is yet unfound, 

I, a child, very old, over waves, towards the 

house of maternity, the 

land of migrations, look afar 

Look off the shores of my Western sea, the 

circle almost circled: 

For starting westward from Hindustan, 
from the vales of Kashmere, From Asia, 
from the north, from the God, the sage, 
and the hero, From the south, from the 
flowery peninsulas and the spice islands. 
Long having wandered since, round the 
earth having wandered, 

Now I face home again, 
very pleased and Joyous; 

(But where Is what I started for, 
so long ago? 

And why is it yet unfound?) 




IN PROSE, 
LANGUAGE WAS 
BECOMING EVEN MORE 
DIRECT, CONVEYING 
MEANING S/MFLY 
AND QU/CKiy, 
MORE LIKE 



"MEANING" WAS 
NOT ABANDONED 
BY ANY MEANS, 
BUT AUTHORS 
WERE DEFINITELY 
MOVING LEFT- . 



— AND HEADED FOR 

a coiustoNr 
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H'-'e «- MBsdSL 



>©OcafiUn : 




B 



HI; 1isagisvsiss- ^ 



DADA POSTER FOR THE PLAY 
■THE BEARDED HEART" 
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UP TO THAT POINT, EUROPEAN 

froadsneets had offered reminders 

OF WHAT WORDS AND PICTURES COULD 
DO WHEN COMBINED. 


TOPFFER WHO FORESAW THEIR 
INTERDEPENDENCY AND BROUGHT 
THE FAMILY SACK TOGETHER AT LAST. 



aa- A&oe.R-'n«e.‘» por av totor., aoc> maum a ppn-f cro^. 


I’M SURE THAT 
THESE IDEAS WERE 
THE FURTHEST THING 
FROM TOPFFER'S 
MIND WHEN HE 
PUT PEN TO 



-BUT THE FACT 
THAT THE MODERN 
COMIC WAS BORN 
JUST AS ART AND 
WRITING WERE 
PREPARING TO 
CHANGE DIRECTION 
IS AT LEAST 
/NTR/GLUNO. 



AND PERHAPS THIS 
COMMON THREAD OF 
L/NIFICAT/ON 
DID GROW OUT OF 
A SHARED INSTINCT 



...AN INSTINCT 
WHICH SAID THAT 
WE HAD REACHED 
THE END OFA LONG 
JOURNEY AND 
THAT IT WAS TIME 
AT LAST TO READ 
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„ IN FACT, THE GENERAL PUBLIC'S PERCEPTIONS OF 
"GREAT" ART AND "GREAT" WRITING HASN'T CHANGED 
MUCH IN ISO yEARS.*ANy ARTIST WISHING TO DO 
GREAT WORK IN A MEDIUM L/S//VO WORDS AND 
PICTURES WILL HAVE TO CONTEND WITH THIS 
ATTITUDE. 



Thou still unravish’d bride 
Thou foster-child of silei 
Sylvan historian, who cans 
A flowery tale more sweetl 
What leaf fring’d legend hi 
Of deities or mortals, or 
In Tempe or the dales 
What men or gods are th 
What mad pursuit ? What: 
Mint nifift and timbrels 
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EACH NEW MEDIUM BEGINS ITS LIFE 
BY IMITATING ITS PREDECESSORS. 
MANY EARLY MOVIES WERE LIKE 
FILMED S7AOE PLAYS, MUCH EARLY 
7ELEI/7S/OM WAS LIKE RADIO WITH 
PICTURES OR REDUCED MOVIES 
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WORDS AND PICTURES IN 
COMBINATION MAY NOT BE MY \ 
DEF7NLT70N OF COMICS, BUT I 
. THE COMBINATION HAS HAD 
TREMENDOUS INFLUENCE A 
ON ITS GROWTH. 



; com ics (kom'iks)n. n 
used with a singula* 
Juxtaposed pictori&j; 
images in deliber^ 
intended to convfcf 
and/or to pro<j 
response in 


A HUGE RANGE OF 
HUMAN EXPERIENCES 
CAN BE PORTRAYED 
IN COMICS THROUGH 
EITHER WORDS OR 



„ AND /NDEED, WORDS 
AND PICTURES HAVE ORE/ 
POWERS TO TELL STORIES 
WHEN CREATORS FULLY 
EXPLOIT THEM ROTH. 


BIOGRAPHY 

ROMANCE 


EPIC • 
POETRY 
SOCIAL 
ALLEGORY 



STREAM 

OF CONSCIOUSNESS 
SATIRE 


HORROR . 
SURREALISM 

—I HISTORICAL 
H FICTION 


MYSTERY 

RELIGIOUS 

TOPICS 



AS A RESULT—AND 
DESPITE ITS MANY 
07HEF POTENTIAL 
USES-- COMICS 
HAVE BECOME 
F/RML YrDENT/F/ED 
WITH THE ART OF 
STORYTELLING. 
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FIRST 
WE HAVE THE > 

mm $pec/nc\ 

/ COMBINATIONS, 
WHERE PICTURES 
l ILLUSTRATE. BUT 
i D0N7 SIGN IFIC ANTI/ ; 
\ ADD TO A LARGELY / 
COMPLETE 
TEXT. 





153 






























154 
































PERHAPS 
, THE MOST 
/ COMMON TYPE \ 
f OF WORD/PICTURE \ 
COMBINATION l 
is the /N7EP- \ 
DEPENDENT, 

WHERE WORDS AND i 
PICTURES GO 
HAND /N HAND 
\ TO CONVEy AN IDEA / 
THAT NEITHER 
v COULD CONVEY j 
AlONH. 
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PERHAPS SOMETHIN© WILDLY 
/NCONGKUOUS 


IT COULD 
BECOME AN 
/NTERNAL 
MONOLOGUE. 


(interdependent) 


( PARALLEL) 
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X CROSSED THE 
STREET TO THE 
CONVENIENCE STORE. 
THE RAIN SOAKED 
INTO MV BOOTS. 


I FOUND THE 
LAST PINT OF 
CHOCOLATE 
CHOCOLATE CHIP 
IN THE FREEZER. 





THE CLERK TRIED TO PICK ME UP. I SAID 
/VO THANKS. HE OAVE ME THIS CREEPY LOOK... 


-AND FINISHED IT ALL IN AN HOUR. 
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IF THE 
ARTIST 
WANTS TO, 
HE/SHE 
CAN NOW 
SHOW ONLY 
FRAGMENTS 
OF A 
SCENE. 


C WORD 
SPECIFIC) 


OR MOVE TOWARD GREATER 
LEVELS OF A8STRACT/OW OR 
FXFFESS/O/V. 



(amplification) 



OR SHIFT AHEAD OR 
BACKWARDS IN TIME. 



(WORD SPECIFIC) 
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THE MIXING 
OF WORDS AND „ 
PICTURED IS MORE 
-'THAN I 

ZE. 





THIS IS AN EXCITING 
TIME TO BE MAKING 
COMICS, AND IN 
MANY WAYS I FEEL 
VERY IL/CKX TO 
HAVE SEEN BORN 
WHEN X WAS 


STILL, I DO FEEL A 
CERTAIN VAGUE 
LONGING FOR THAT 
TIME OVER GO 
CENTURIES AGO - - 



— WHEN TO TELL WAS 
TO SHOW— 
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— AND TO SHOW 
WAS TO TELL. 
























































































































































































































A- 

BUT THERE 

- -/ ARE PROPERTIES - 

Irf THAT COMICS SHARE 17 PlO 

( V WITH all omer? T S f 

1 ART FORMS. / c w 

a 

* 

in 

abc M. 


If 

o jpA 

■ »tf 

A 

9 &|fr :: - 


A 

□ 1h 

/v~j 
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EXAMPLE: HERE'S 
A PREH/STOR7C 
MALE CHASING A 
PReHISTORIC FEMALE. 
WITH ONLY ONE THING 
ON HIS MIND-- 
REPXODl/CT/ONT 






so STRONG IS THIS 
INSTINCT THAT IT 
GOVERNS HIS EVERY 
MOV?/' NOT ONE 
STEP IS WASTED IN 
THE FURSUTT OF 

WS GOALS 
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AND OYER THERE 
A MAN 8EATS A 
SIMPLE RHYTHM 
WITH A PAIR OP 
STONES HE DOESN'T 
KNOW WHY, BUT THE 
SOUND PLEASES HIM. 




WHILE OVER HERE, 
A LITTLE GIRL 
SfN&S HER SOHO 
OP YOUTH' 
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TH/RD AND PERHAPS 
MOST IMPORTANTLY 
TO OUR SURVIVAL AS 
A RACE, SUCH RANDOM 
ACTIVITIES OFTEN 
LEAD— 








THE PROCESSES ARE MORE COMPLEX NOW, 
BUT THE INSTINCTS*REMAIN THE SAME. 
SURVIVAL A TIP REPRODUCTION STILL 
HOLD THE UPPER HAND. 
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PERHAPS A LITTLE 
UNNecessAxy 

CNOREO&RAPRy 

on the Asseweiy 
i//ve. 




IN SOME OCCUPATIONS, THE LATITUDE 
FOR SELF-EXPRESSION IS GREATER. 

S£/XV/VAl making a living —goes 

HAND IN HAND WITH CREA77YEDES/RE. 


X THINK IT'S FAIR 
TO SAY THAT SOME 
ACTIVITIES HAVE 
MORE ART IN THEM 
THAN OTHERS. 


LIFE IS A SERIES OF 
/Vt/NUTE DECISIONS, 
SOME MOTIVATED BY 
SURVIVAL, SOME NOT, 
AND PROPORTIONS 
DO VARy 
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IN ALL THE ARTS IT'S THE Sl/PPACP 
THAT PEOPLE APPRECIATE MOST PAS/IY, 
LIKE AN APPie CHOSEN FOR ITS 
vT/WVX SP/M. 



THE LATEST "PAM PAVOP/TE " OFTEN 
LOOKS BETTER AT A GLANCE THAN THE 
OLDER ARTISTS WHO HAD THE /DBAS 
AND CREATED THE / PIOMS, BUT WERE 
LESS INTERESTED IN SEPPACES. 
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IN THIS EARLY STAGE, THESE READERS 
ARE EXPERIENCING THE CHARACTERS, 
IDEAS, EVENTS AND EMOTIONS OF THE 
STORY DIRECTLY 



BUT IN SOME, AN AWARENESS OF THE 
FORM BEGINS TO DEVELOP, AN 
AWARENESS THAT ALL COMICS ARE JUST 
INK ON RARER-- 


-THAT MARINO 
THEM ONLY 
REQUIRES 
CERTAIN 
SKILLS-- 
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MOKE LIKELY HE POSTPONES HIS OWN 
IDEAS AND BEGINS TO STUDY THE CRAPE 
OF CTPe* ARTISTS IN HIS ATTEMPT TO 
BECOME A PPOPFSS/ONAC. 




SO HE BUYS SOME BOOKS ON ANATOMY 
AND PERSPECE/VE, STUDIES A VARIETY 
OF DRAWING EECPNIQUES AND PRACTICES, 
PRACTICES, PRACTICES FOR MONTHS. 
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BUT SOMEHOW, IT NEVER QUITE ’CL/CRS" 
FOR HIM. MAYBE HE JUST DOESN'T HAVE 
ENOUGH SK/LL... MAYBE HE LOSES 
/HTEREST... MAYBE LIFE JUST GETS //V 
THE WAY... BUT FOR WHATEVER REASON- - 




ONE OF THEM IS NOW READY TO TAKE 
THE NEXTSTEP? SHE'S STUDIED HER 
CRAFT ALL THE WAY THROUGH HIGH 
SCHOOL AND INTO COLLEGE. 


SHE'S A GOOD, HARDWORKING STL/DENT 



< YOU'RE A SKILLED SCR/PTER' 
AND DRAFTSPERSON, BUT 
YOUR STORYTELL/NG ISN'T 
GOOD ENOUGH, YOU HAVE NO 
SENSE OFTHESE 
LAYOUTS ARE VERY MUDDY... 
YOU HAVE TO COMPOSE YOUR . 




HER SKILLS CAN GET HER WORK AT 
THIS POINT, BUT ONLY AS AN /ASS/STANT 
TO OTHERS. UNTIL SHE UNDERSTANDS THE 
STRUCTURE OF COMICS BENEATH THE 
CRAFT, THIS IS AS FAR AS SHE CAN GO. 
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HE SPENDS HIS FlYERY WAKING HOUR 
WORKING OUT THE DIFFICULT PRINCIPLES 
OF COMICS COMPOSITION AND STORYTFL lINC, 
THE KIND THEY DON'T TEACH IN BOOKS'* 



HE DISCOVERS THAT HIS FAVORITE ARTIST 
WAS ACTUALLY JUST A WATEREP-POPYN 
PENSION OF AN OLDER, LESS-POLISHED 
ARTIST WHOM HE HAD ALWAYS 
7AKEN FOR GRANTED. 



HE LEARNS TO SEE &FNEATH THE CRAFTS 
OF DRAFTSMANSHIP AND SCRIPTING TO SEE 
THE WHOtePICTURE--PACING, DRAMA, 
RUMOR, SLTSPFtVSE, COMPOSITION, 
THEMATICDEVELOPMENT, IRONY — 

SOON THEY'RE ALL AT HIS COMMAND, r 




1 WELL, OKAY, 


BOOK! EISNCK'S, AGAIN. 
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AND LET'S SAy IT WORKS? HE DOES 
LAND HIS OWN BOOK AND SOON IS 
ESTABLISHED AS A CREATOR OF GREAT 
SK/LL . HE UNDERSTANDS COMICS 
STORYTELLING BETTER THAN MOST. 





SHE WONDERS IF HER SUCCESS REALLY 
MEANS ANYTHING WHEN THERE ARE SO 
MANY 07HERS DOING THE SAME THINGS 
IN THE SAME WAYS. SHE WANTS AN IDENTITY 



SHE BELIEVES THAT THERF'S SOMETHING 

MOKE 

SOME F/ECE OF THE PUZZLE- 

THAT SHE ST/LL HASN'T HOUND. 

V 

4 5 

6 


CRAFT 

SM 

SURFACE 


SHE BEGINS TO INVENT NEW WAYS OF 
SHOWING "THE SAME OLD THING * SHE 
DEVELOPS /NNOVATIYE NEW TECHNIQUES. 
AND STARTS DOING AWAY WITH "THE 
SAME OLD THING" ALTOGETHER! 
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AS SHE CREATES NER OWN PERSONAL 
/O/OMor COMICS, SHE FINDS the whole of 
HER WORK CHANGING TO SL//T THAT IDIOM. 




AND MAYBE SHE'LL BE SAT/SF/ED WITH 
THAT KIND OF SUCCESS, SECURE IN THE 
KNOWLEDGE THAT WHATEVER SHE DOESN'T 
KNOW, SHE'S ON THE RIGHT PATH TO 
P/ND our. 



BUT ELSEWHERE, ANOTHER CREATOR HAS 
MADE IT TO THIS SAME PLACE AND STILL FEELS 
DfSSAT/SF/EP HE FEELS THAT SOMETHING 
VERY /MPORTANT HAS BEEN NEGLECTED,,, 



...SOMETHING FUNDAMENTAL, SOMETHING 
AT THE CORE OF WHO HE IS AS AN ARTIST. 
WITH THESE THOUGHTS ON HIS MIND, IT'S ONLY 
A MATTER OF TIME BEFORE HE ASKS THAT 
ONE SIMPLE QUESTION: 



3 

4 

5 

6 

IDIOM 

i 

STRUCTURE 

CRAFT 

SURFACE 
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1 

IDEA/ 

PURPOSE 

2 

FORM 

3 

IDIOM 

4 

STRUCTURE 

5 

CRAFT 

6 

SURFACE 
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AND HIS ART WOULD NOT LACK FOR IDEAS 
OR FOR A PURPOSE. 


1 

2 

3 

4 

5 

6 

IDEA/ 

PURPOSE 

FORM 

IDIOM 

STRUCTURE 

CRAFT 

SURFACE 

c 


=> 

=> 


SI _ 


HIS ART WOULD 

JUST &ECOME HIS PURPOSE AND THE IDEAS 
WOULD ARRIVE IN TIME TO GIVE IT SUBSTANCE. 


CREATORS WHO TAKE THIS PATH ARE OFTEN PIONEERS ANDREVOLUTIONARIES --ARTISTS WHO 
WANT TO SHAKE THINGS W? CHANGE THE WAY PEOPLE 7HINK QUESTION THE FUNDAMENTAL 
LAWS THAT GOVERN THEIR CHOSEN ART. 



(IN OTHER ART FORMS STRAVINSKY, PICASSO, VIRGINIA WOOLF, ORSON WELLES, ETC.> 



NOW "TELLING THE STORY" (OK IN THE 
CASE OF NON-FICTION, ",DELIVERING THE 
MESSAGE"> TAKES F’RtOR/TY OVER 
7NVENT!ON. 


1 

2 

3 

4 

5 

6 

IDEA/ 

PURPOSE 

FORM 

=> 

IDIOM 

3 

STRUCTURE 

=) 

CRAFT 

3 

SURFACE 

=> 


BUT TELLING A STORY 
AS EFFECTIVELY AS POSSIBLE MAY 
REQIHNE SOME INVENTION. IT OFTEN DOES. 
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THIS IS THE PATH OF GREAT STORYTELLERS, CREATORS WHO HAVE SOMETHING TO SAY 
TEROL/OR COMICS AND DEVOTE ALL THEIR ENERGIES TO CONTROLLING THEIR MEDIUM, 
REFINING ITS ABILITY TO CONVEY MESSAGES EFFECT/VELY 



(IN OTHER ART FORMS CAPRA, DICKENS, WOODY GUTHRIE, EDWARD R MU RROW, ETC.) 



A/O WORK OF ART CAN BE TOTALLY 
WITHOUT "CONTENT" ANY MORE THAN 

IT CAN EXIST WITHOUT A FORM' BUT 
rr DOES HELP TO SET SOME PRrORfT/ES. 



^driving,'/ 

/^No7>TY 

\ DRIVING// 

1=1 

.// /twtj- 



7 

\ 

— v» - 

■■■ =i ( 
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BUT THE MORE A CREATOR LEARNS TO COMMAND 
JFyffRy ASPECT OP HIS/HER ART AND TO 
UNDERSTAND HIS/HER RELATIONSHIP TO IT, 
THE MORE "ART/STfC" CONCERNS ARE 
LIKELY TO GET THE UPPER HAND. 













































STILL, THE LEARNING PROCESS FOR MOST 
ARTISTS IS A SLOW AND STEADY JOUXNF/ 

from EM? to BEGINNING, 


1 

m/ 

PURPOSE 

2 

FORM 

< 

3 

IDIOM 

T 

4 

STRUCTURE 

5 

CRAFT 

6 

SURFACE 

^111 



<^=j 
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OTPFXS, LIKE 


COLOR CAN BE A 

KANDINSKY, 


r<?RMrPABte 

BELIEVE D THAT 


ALLY FOR ARTISTS 

COLORS COULD HAVE 


IN ANY VISUAL 

PROFOUND PHYSICAL 


snenruM. 

and emorror/Ac 

5FF£Cr$ ON PEOPLE. 



1 @ 
_ ©c/ THesf yfttoA^ 

(rt ^V^jHFO*T««fiU 
*&^-M** y -J&k 

-a eSCSCSgrfE 

®/?/1e2hII 

M 


\6otd / 


YET IN COMICS 
THE CAREER OF 
COLOR HAS BEEN, 
WELL... A BIT 
'■SPOTTY.- 


THERE ARE MANY 
REASONS FOR THE 

STOP MY PL LA V0NSH1P 
BETWEEN COMICS 
AND COLOR, BUT MOST 
CAN BE SUMMED UP 

IN TWO PVOPDS^ 





,/» ^In 1 



^ 8 / ^ 

hwW'M 


1 
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NOW ALL ASPECTS 
OF COMICS HISTORY 
HAVE BEEN AFFECTED 
BY COWte/KE. MONEY 
HAS A TREMENDOUS 
EFFECT ON WHAT IS 
Awn /.fti/'r cFFN 


BUT COLOR IN 
COMICS HAS ALWAYS 
BEEN UNUSUALLY 
•SEA'S/T/VE 
TO THE SU/FT/A/G 
t/des OF 

T*WA/r>t /7/S V' 



THE TECHNOLOGY OF COLOR REPRODUCTION 
WAS FIRST ANTICIPATED IN /££/ WHEN 
SCOTTISH PHYSICIST S/R JAMES CLERK' 
MAXWELL ISOLATED WHAT WE NOW CALL 

mF A DD/T/VF FRJMA R/ES. 



THESE COLORS - ROUGHLY, RED, SLUE AND 
GREEN -' WHEN PROJECTED TOGETHER ON 
A SCREEN IN VAR/OUS CCM8/WATfONS, 
COULD REPRODUCE EVERY COLOR IN THE 
V/S/SLE SPECTRUM. 


THEY WERE CALLED 
APP177VF BECAUSE 
THEY LITERALLY 
ADDED UP TO PURE 
HW/TE LLGHT. 
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THESE COLORS -- CYAN. MAGENTA ^ND 
yeiion"— CAN AtiSO MIX TO PRODUCE 
ANY HUe IN THE VISIBLE SPECTRUM. 
BUT RATHER THAN ADP/NG LIGHT,THESE 

three do it vi f/iter/ng rr ot/rr 






AND THE STANDARD 
"POUR COCOfT 
PROCESS TOOK 

owe*. 


□ □□ 
□□□ 


THIS PROCESS 
RESTRICTED THE 
INTENSITY OF THE 
THREE PRIMARIES 70 
100%, SOX MD/OX, 
USING SLACK WK 
FOR THE LINE WORK. 



THE LOOK OF THESE 
COLORS, HELD BY 
BOLD, SIMPLE OUTLINES, 
AND REPRODUCED ON 

cheap HewsPKrrrr 

EVENTUALLY BECAME 
THE LOOK OF COMICS 
IN AMERICA. 



SO, WHILE THE EXPRESSIVE ART OF/Z/V^ 
WAS SUBJECTED TO THE $1/87KACTfl/E 
T/LTe/K OF COMMERCE ON ITS WAY TO 
COMICS, COLOR WAS SUBJECTED TO THE 
FILTERS OF BOTH COMMERCE AND TECHNOLOGY 




SEQUENTIAL 

ART 



* FOR OPAQUE PIGMENTS: RED, YELLOW AND BLUE. 
1 KNOW, IT S TOTALLY WEIRD. 
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TO counteract the dulling effects 
OF NEWSPRINT AND TO STAND OUT FROM THE 
COMPETITION, COSTUMED HEROES WERE CLAD IN 
HX/ght, rx/MAxycozoxs and fought in a 
HX/GHT PXTMAXY WORLDS ^ 


THE COLORS WERE 
PICKED FOR STXEH6TH 
AND CONTRASTED 
STRONGLY WITH ONE 
ANOTHER, BUT ON 
MOST PAGES NO ONE 
COLOR DOMINATED. 


WITHOUT THE 
EMOTIONAL IMPACT 
OF SIHGLE-COLOX 
SATl/XAVON, THE 

ExrxESsryE potential 

OF AMERICAN COLOR 
COMICS-- 


£ 




HOWEVER, WHILE COMICS COLORS WERE LESS 
THAN EHPXESSIONISTIC, THEY WERE FIXED 
WITH A NEW /CONIC POWER. BECAUSE 
COSTUME COLORS REMAINED EXACTLY THE 
SAME, PANEL AFTER PANEL, THEY CAME TO 
SYMEOL/ZE CHARACTERS IN THE MIND 
OF THE READER. 


MANY SEE THE 
SUPERHERO AS A 
FORM OF MODEKN 
MYTHOLOGY IF SO, 
THIS ASPECT OF COLOR 
MAY PLAY A PART. 




ANOTHEX PROPERTY 
OF FLAT COLORS IS 
THEIR TENDENCY TO 
EMPHASIZE THE 
SHAPE OF OBJECTS, 
BOTH ANIMATE AND 
/NANIMATE — 
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W DOESN'T ^ 
r lT FOLLOW THEN! 
THAT THE MASTERS 
OF FLAT-COLOR 
COMICS ARE, ABOVE 
ALL. MASTERS OF 
FORM AND , 
\CVMPO$mON?/ 


--AS ANY CHILD 
WHO HAS EVER 
XOL OPED-fY-NUMBERS 
KNOWS INSTINCTIVELY. 


THE WORLD TAKES ON THE CHILDHOOD 
REALITY OF THE PL A YGFOUND AND 
RECALLS A TIME WHEN SHAPE PRECEDED 
MEANING. OBLONG SWING SETS. 
CYLINDRICAL JUNGLE GYMS. THE 
WONDER OF 7WMW/ 































































HERGE^CREATED A 
KIND W- DEMOCRACY 
OF FORM IN WHICH 
NO SHAPE WAS ANY 
LESS IMPORTANT THAN 
ANY OTHER-- A 

couhetely orject/ye 
WORLD. 


COMICS HUNTING WAS 
SUPERIOR IN EUROPE 
AND FOR HEReE; FIAT 
COLORS WERE A 
PREFERENCE, NOT A 
NECESSITY. 



BUT OTHERS SUCH AS CLAVELOUX, CAZA 
AND MOER/US SAW IN THEIR SUPERIOR 
PRINTING AN OPPORTUNITY TO EXPRESS 
THEMSELVES THROUGH A MORE INTENSE 
St/Si/JFCT/Ve PALETTE 



SOME OF THIS WORK 
BEGAN REACHING 
AMERICA IN THE 7CPt, 
INSPIRING MANY 
YOUNG ARTISTS TO 
LOOK SEYOND THEIR 
FOUR-COLOR WALLS. 
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r COLOR AS ^ 

\S5R nsat/on, 

COLOR AS 
ENVIPONMENT. 


COLOR AS 

cot ox,' 



WHEN MODELLING 
AND MORE SUBTLE 
//LIES WERE APPLIED, 
THOUGH, THEY SEEMED 
OUT OF PLACE ON THE 
OLD SHAPE-SENSITIVE 
LINE DRAWINGS. 



TAKE 
THAT.' 



SOME PUBLISHERS 
AT THE BEGINNING 
TRIED APPLYING 
THE TRADITIONAL 
"FOUR-COLOR* PROCESS 
TO BETTER PAPER 
WITH 0AR/SH 
RESULTS. 
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IN SLACK AND WHITE, 
THE IDEAS BEfffND 
THE ART ARE 
COMMUNICATED MORE 
DfRECTL Y. MEANING 
TRANSCENDS FORM. 
ART APPROACHES 


IN FLAT COLORS 

forms tnemssl/es 

TAKE ON MORE 
SIGNIFICANCE. THE 
WORLD BECOMES A 
PLAYGROUND OF 
Awn 



AND THROUGH MORE 

&CFxe$9/ve colors, 

COMICS CAN BECOME 
AN /NTOXICA T//V& 
ENVIRONMENT OF 
SENSATIONS THAT 
ONLY COLOR CAN 



THE SURFACE QUALITIES OF COLOR WILL 
CONTINUE TO ATTRACT READERS MORE 
EASILY THAN BLACK AND WHITE, AND THE 
STORY OF COLOR WILL NO DOUBT CONTINUE 
TO BE INTERTWINED WITH THE FORCES OF 
COMMERCE AND TECHNOLOGX 



WE LIVE IN A 
WORLD OF COLORS, 
NOT JUST BLACK ANV 
WWTE. COLOR COMICS 
WILL ALWAYS SEEM 
MORE "REAL ' AT 
FIRST GLANCE. 




BUT COMICS READERS 
LOOK FOR MANY THINGS 
BESIDES "REALfT/ r 
AND, TECHNOLOGY 
NOTWITHSTANDING, 
COLOR WILL NEVER 
REPLACE BLACK AND 

PMTIDPI V 


ONE THING'S FOR 
SURE, THOUGH. 
WHEN USED WELL, 
COLOR IN COMICS 
CAN--LIKE COMICS 
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NO OTHER HUMAN BEING CAN 
EVER KNOW WHAT IT'S LIKE TO 
BE YOU FROM THE /WS/PF. 


















EACH MEV/ISM (THE term COMES 
FROM THE LATIN WORD MEANING 
M/DDLE > SERVES AS A BRIDGE 
EE7WEEM MINDS. 




m 


IDEALLY THE ARTIST'S MESSAGE 
WILL RUN THIS GAUNTLET WITHOUT 
BEING AFFECTED By IT, BUT IN 
FFAC7/CE THIS IS RARELy THE CASE. 
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: PAGE 216 FOR COPYRIGHT INFORMATION. 
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COMICS OFFERS 
TREMENDOUS 
RESOURCES TO 
ALL WRITERS 
AND ARTISTS: 
FAITHFULNESS, 
CONTROL, A 
CHANCE TO BE 
HEARD FAR AND 
W/DE WITHOUT 
FEAR OF 
COMPROMISE... 



SEQUENTIAL 

ART 


IT OFFERS 
RANGE AND 
VERSATILITY 
WITH ALL THE 
POTENTIAL IMAGER/ 
OF FILM AND 
FAINTING 
PLUS THE 
UV77MACY 
OFTHE 
WRITTEN 
WORE>. 
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